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1. Intr oduction

The Friendsof theWestern Buddhgt Order (FWBO) is oneof the largest Buddhit
movements in Britain. To be more precise it is oneof the three largest movements
catering principdly to Westerners, the other two beng Soka Gakkai andthe New
Kadampa Tradition each of which gvesits membership as 'several thousnd'. Taking the
numbers &ffi liated and the number of FWBO centres in the UK, the FWBO may fairly be
said to accountfor baween ten and fifteen percent of Britain's nonAsian Buddhst
community. There is no doubtthen that the FWBO is a Sgnifi cant aspect of Buddhsm in
Britain. However it is adisproportonately sgnificant forcein the dissemination of
Buddhiem, and in shaping perceptionsof Buddhism in British ociety. The FWBO has
always placed astrongemphasis on eaching and cmmunicating its messageand aound
20,000 peple ayear learn meditation & an FWBO Centre or outeach activity in the UK.
Many thousndsmore have contact with one of the FWBO's andllary activities, such &
hathayogaclasses or ats events, notto mention gonginto ashop run a oneof the
FWBO's right livelihood'busnesses, or sipporing its sodal work projects in India,
through he KarunaTrug fundrasing dharity.

In addition,the FWBO's emphasis on externd communicationsis evident in the three
magazines it puldishes, in Windhor® Publicationsthe FWBO has its own pubishing
hous, and there aretwo video produdtion companies creating FNVBO-related meaterial.
Thework of the FWBO ConmunicationsOffi ce, which is the UK's only dedicated
Buddhst press office, has ensured that it has afairly high profie in the media, and that
members of the Western Buddhst Order are to beheard broaicasting on WK radio. |
mug confess my own role in this communicative zea as| myself edit Dharma Life, the
leading FWBO magazine, and an the Director of the FWVBO Conmmunications Offi ce.

How the FWBO presents itself is therefore an important aspect of howBuddhem is
presented, represented and peceived in Britain. Bu beforeit is posible to discuss
FWBO this, it is necessary to ask wha the FWBO is.

2. The FWBO's Stance

The FWBO conceives itself as amiddle way within the tranamission of Buddhsm to the
West between the gpproaches of trangplantation and westernisation. By transplantation’ |
mean the appraach of the many representatives of traditional Asian schools in the West,
whose concern tendsto bethe tranamission of authentic' traditionsof Buddhsm. The
FWBOQO's approah is based on abelief tha it isimpossible to trangplant devel oped
Buddhst traditionsfrom an Asian odety into theWest withou creating many prodems
and anomelies. Onewill inevitably beimporting alargeamountof Asian culture which



has no giritud sgnificance for westerners Therefore, as Sephen Bachdor agues,
Odaptation is not so much an opion a amatter of degree’ for dl Buddhits in the West.
Thequestion pogd by Sangharakshita's writingsis, on wha basis does this adgptation
take place, =0 that it makes Buddhsm reevant to the new context, butdaes not
compromise theintegrity of thetradition?

At the same time the FWBO sees itself as distinct from the secularised and westernised'
approah which understandsBuddhsm in thelight of paticular traditionsof western
thought such as psychotherapy or odalism, draving on t as a source of techniques and
ingruction. Those Buddhist movements that might be characterised in this way tendto
me lay-oriented andto place arelatively low emphasis on dfiliation. They also tendto
emphasise meditation rather than engagement with the full range of the Buddhat
teachingsand practice. Sometimes it has been assumed that the FWBO's 'Western
Buddhem' is an adaptation of this sort. However the FWBO is avery different body than,
say, the Inaght Meditation Sdety. It emphasises &ffi liation and tendsto require a
relatively high level of commitment; it teaches a systematic path that draws on arange of
Buddhgt prectices; and it presents these in the context of the ultimate aims of Buddhsm.
It also dresses theroots of its teachingsin the Buddhgt tradition, and indeed its non
sectarian engagement with all aspects of tha tradition. Fomthe FWBO's pespective the
dange of the secularising gopraach is that it may reduce the Buddradhamato aset of
ideas and techniques that ignoreits soteriological dimengon and assimilate it to a
materialist worldview that is fundamentally at oddswith tha of Buddhsm.

The pramise undelying FVBO's approah is that the central ingghts and eachingsof the
Buddhalhama are extra-historical and unversal, while the forms Buddhsm has taken
are historically specific and mntingent. Sanghaakshita expresses this pointin his key
teaching of hecentrality of going for Refugeto the Three Jewels (the Buddha, the
Dharma and the Sanghg. 'Going for Refugeis the essential Buddhst act,’ he says. For
Sanghaakshitathis traditional formula, which is common © dl Buddhst schods,
encapaulates the spirit and fundamental orientation of Buddhsm and theindividual's
relation o it. Beinga Buddhst therefore meansreorienting ore's body geech and mind
towardsthe vaues, qudities and undestanding that are represented in the Three Jewels
and to following the Buddhas pah to Enlightenment. Because individuds do tisto
differing degrees it follows that there are different levels of going for Rdéuge. Practising
the Dharmameans|earning o go for Réuge more fully. This same spirit is expressed in
the coreteachingsthat are common t© dl schools which emphasise that Buddhsm isa
path to Enlightenment, rather than aset of cugoms or injundionsregarding lifestyle.

The FWBO seeks to adhere to these central teachingsand this timeless core, butto apply
them pragmatically within the cultura context of its prectitioners. This makes the
FWBO's praxis varied and flexible in some respects and remarkably coheent in others.
At the heart of the FWBO is the Western Buddhit Order, acommunity of nearly 800
men and women whose commitment is described as 'eff ective going for Refuge to the
Three Jewels. Ther ordnation is described as bang hdther lay nor nonastic', and is
based on he principle that 'going for Refugeis primary, and lifestyleis seconday'. Some
Order members lead a fully monastic life, and practice chastity; others have families. But



the commitment each has made to Dharma prectice isthe same, and it is for each
individud to findtheir own way to live that outin practice. The FWBO isin ore sens no
more than the prodtct of the joint efforts of those 800 p@ple, and theflexible, adgptive
forms they have developed in the FWBO are expressionsof ther responss to the
circumstances in which they found hemselves. Thisisthe great virtue of the contingency
of lifestyle in the FWBO, its midde way between monkand lay. As Andrev Rawlinson
says, Oanghaakshita is equally critical of orthodox ©ulturalOmonasticism and
innovaive QationdOnonmonasticism. The FWBO is apart from - ore might dmos say,
above- these extremes.O

From the point of view of its prectitioneasthe FWBO is an expression of their own
relation to the core of the Buddradhama itself. 'How the FWBO presents itself' is
therefore a secondary concern. Rimarily its adherents are concerned with the practice
and ommunication of Buddhsm as they undestand it, and with their persond Dharma
practice. As Sanghaakshita puts it, the work of the FWBO to gread its version of he
Dharma represents ‘thealtruistic dimenson of gong for Rduge.

It would bewrong D suggest tha the FWBO has an ovearching presentational policy, as
particular expression of what it sandsfor refl ect theindividual approaches of paticular
Order members. Moreover the FWBO's distinction letween the underlying piind ples of
the Dharmaand their culturd expression implies that these expressionsshould vary
accordingto local cultures. The FAVBO isnow active in twenty counties, induding such
diverse culturd contexts as the Indian Ambedkarite movement and the South American
bourgeisie, and howit presents itself varies accordingy. Having sid tha FABO
centres follow broally follow a common g/llabus they are based on e same core st of
teachings they attempt to co-ordinate ther teaching work; andthey fund allective
bodies such as the FWBO Conmunications Offi ce. In this pgoer | hope to suggest
something of he variety of presentationsof the FWBO, and ye also to suggest some of
the prindples and common concerns which gructure these presentations

Asitsdiaectical relationship to aher Buddhist movements suggests, the FWBO is built
upon an awvareness of the culturd and historical forces that mediate the expression o
individuds going for Rduge. Indeed it may be said that the over-arching prgect of the
FWBO is the creation of atradition of Buddhism tha is genuindy a hame in the moden
world and Western culture. While Buddhsts in the West may hopetha an intrindcally
Western Buddhsm will arise naurally in the course of centuries, the FWBO seesiit as
something o be systematically cultivated. Sanghaakshita has soughtto outinethe basis
on which aBuddhgt tradition may arise that is as much Western as Zen is Japanese, or
the Nyingmapas are Tibetan.

The FWBO's role as an organisation is to make these principles manifest in ingitutions
idess, lived experience and forms of prectice, and these manifestationsof Dharma
preactice are dso presentationsof the FWBO. Given its relationship with ather forms of
Buddhism, both Eastern and Western, it is naurd tha the FWBO seeks to avoid
portraying Buddhsm as an Asian tradition tha is, however venerable and profound,
culturdly diento the West. And it does not wish to present Buddhsm as a system of



philosophy, ehics, ps/chology or réaxation which may beeasily assimilated to
otherwise undhanged western lifestyles. It wishes Buddhsm to beseen as auniversa
spiritud tradition, that appliesequdly to dl ages, and transcendsculture. It wishesto
suggest tha Buddhism has great relevance to the modern world and that its wisdom, and
radicalism can bere-expressed within that world and meke a profound ontributon © it.

3. The FWBO's Repr esentations

The movement tha has grown up ove thelast 30 years as aresult of this project is
complex and nmulti-faceted, andthe question of how the FAVBO presents itself' is
accordingy complex. | want to congder afew examples of FA/VBO activity to suggest
this complexity a mediation dass at the London Buddlst Centre; pieces of work by tree
visud artists; and Dharma Life magazine.

(i.) The London Buddhist Centre.

The prindpd way people encourter the FWBO and learn aboutits gpproach to Buddhism
isthrough he activities of its urban publc centres. Of these theLondon Buddlst Centre
(LBC) isthelargest and mo4 fully developed. Several thousand people pass throughits
doorsevery year, and it has become a well-know landmerk in East London.

The main teaching work of the LBC congsts of meditation dasses. Each week it holds
onemain introdudory dass on Wednesday evening, plusoneor more Sx week courses,
and aclass every lunchtime. These teach two samatha meditation piactices, angpanasati,
or the mindfuness of breathing, and nettabhavana, or the development of loving-
kindness which ae typically taughtin asngle session. There are also follow-up sssions
or courses tha address topics such as howto work with the difficulties encountered in
meditation, and the relationship between ethics and meditation. On average aboutfifty or
sixty people attend theevening dass, and thos who deideto pursie what is taughtthere
continueto atend fora maximum of nnemonths before moving on b a'FriendsClass,
on Tuesday evenings

Thefirst point to nok is the emphasis on meditation as the medium through vhich
Buddhism and the FWBO are introduced. Theimplicationis tha the FWBO's teaching is
related to pasond experience, and especially to the experience of persond change Thus
Buddhsm is not presented initially as an intellectual discipline, amovement for social
change or adevotiond disciplinein theseintrodudory activities, dthough he FWBO
containsdl of these dimensons Devotional practices are na taught at introdudory level,
and dhanting and mantras come later too. When conaepts from the Buddhst tradition ae
introduced in talks ther practical import, and experiential Sgnificanceis usudly stressed,
as oppogd to ther phlosophical interest.

Secondly nather the anapanasati nor the mettabhavana requires any prior knowedge of,
or assent to ecificaly Buddhit teachings. In this sense they differ from Theravadin
Vipassanapractices or Tibean tantric practices, and this makes the FWBO's meditation
teaching less ovettly 'Buddhst’. However, there is no dtempt to dsguise the Buddhst



origin and orentation of the meditation piactices tha are taught at the LBC. Qasses are
led by Order members who wear a kesa (abroade ind cating therr membership of the
Order), use thar Pali or Sanskrit names, and take place in ashrine-roomthat is
domnaed by alarge Amitabharupg dbet onewith a Western face.

Similarly no expectationsare placed on ndividuds that they will &ffi liate to the FWBO,
or even tha they have an interest in Buddism. Peggy Morgan has contrasted the
FWBO's approah in this respect to tha of other groupsin beng bdh outgoing and non
coercive. Ol hee found ®mething of amiddle way in the styles referred to ebovein the
activities of the Friendsof the Western Buddhist Order, who do atively initiate contacts
and discussion, and ek to inform people, butwho have never been accused of puting
any unduepressure on p@ple.O ldwever activities are carefully structured to allow a
clear path of progessive involvement in the LBC, which dso involves engagementin
more specifically Buddhst practices such as puja (worghip).

It might be said that a the LBC's introductory dasses makes meditation is explicit while
Buddhsm isimplicit. However theenvironment in which the class takes place gives an
additional message. Around 25 peple live in the bulding abovethe Centre in residentia
communities. Next door,and ope before classes, is a co-opeaatively run vegetarian
restaurant, and in the surrounding greets are several Buddtist-run $hops acafZ, the
London Buddlst Arts Centre, and Bodywse Naturd Health Centre. Indeed the LBC is
thefocusfor acommunity of several hunded Buddhsts. The shops communities and
on ae outward manifestationsof the decisonsof the people involved to live in an overtly
Buddhist environment. These activities have been described as the seeds of a'New
Sodiety', which offers an dternative to conventiond sodal forms and is informed by and
supporive of Buddhst prectice. Their praximity suggests to the people atending
meditation classes tha the practice they are learning ha soda and econonic
implicationsove and @owe the purdy persond benefits tha meditation brings

Many people atendng the LBC's meditation dasses have no interest in the FWVBO, and
perhgos nonein Buddhsm Bthey jug want to explore some of the benefits of meditation.
The Centre's teaching meets this interest on its own level, yet introduces other aspects of
its teaching and piactice which people are free to pursieif they want to. Buddhsm is
communicated as something that is notculturdly alien, ha auniversal relevance, is
accessible to people's lives and experience, and yd which implies aradical dternative.
Thistried and tested gpproach undelies dl of the FWBO's teaching work.

(ii.) The Dynamics of Cultural encounter BEnvisaging a Western Buddha

The second apect of the FWBO's representations| want to explore is thevisud arts, and
thisin turn suggests a further aspect of the FWBO project: it aspiresto aeate a Western
Buddhist culture, making links between the western atistic heritageand Buddhst
practice. | will lookat work by three Order members, Chintamani, Alokaand
Dhammarati, and forthe sake of amplicity | have chosen three treatments of Buddhaor
Bodhisattvaimages in three different media: sculpture, pantingand grghic design. Each
of these menis a senior member of the Western Buddhst Order, Chintamani was



ordaned in 1973 vhile Alokaand Dhammarati were ordained in 1976). Ech of them
produes distinctive work that attempts to articulate a visud languaye for Western
Buddhsm.

(a) Chintamani's Amitabha

A bronz Amitabha rupa(cast in 1996 fran an original in the Essen Buddhst Centre in
Germany) dominates the main shrineroom at the Manchester Buddhst Centre. It isin
full-lotus pogure, and raher than thetraditiond dhyanamudra, its right hand hddsup a
lotus In other respects it follows the principa iconograhic conventionsthat have been
used for two millennia. But theeyes are rounded and its srong-featured face has a
distinctly Europen cast.

Dharmachai Chintamani is the Charman of a charity called PABO Arts, which seks to
encouragge engagement in the arts within the FWBO, and for anumber of years it has run
the London Buddist Arts Centre in Bethnal Green where Chintamani is based. His early
training was in theatre design, and hisrupaiis dramatically conaeived as afoca point
within apublic space, which arrests attention and provide the roomwith a dominating
presence.

This rupa like others by Chintamani which are to befoundin sveral FWBO centres, is
based on asynthesis of Buddhst and Western influences, as well as an element of
persond interpretation. If onewereto rdate it to an Asian tradition it would be most
assocdiated with Japanese Amitabhasculpture. In awestern context the musculature and
face conrects it with Greek and Ronan dassical satuary and thetradition of heoic
sculpture that derives fromit. The drgoery is morerealistic than the stylised doths of
Asian sulpture, andless so than the supe-realism of Hellenistic art and nmuch sculpture
of theclassical Greek peaiod. Theresult isareduced realism that conrects it with western
traditions yet emphasises thearchetypd qudity of theimage. Smilarly the musculature
is based on hewestern tradition ofanaomica observation, butit is less pronouned than
in dassical models, reducing the heroic quality of the piece, and ftening itslines. In this
respect it differs from another Amitabharupaby Chintamani tha presides over the
princpd shrine roomof theLondon Buddhst Centre (1978).This rupadraws on the
artistic traditionssurrounding Amitabha and, nore discreetly, those around Apollo. It
therefore suggests an iconogiphic synthesis and amythological andogy, which enables
it to beseen in ways tha drav on boh oiiental and ocidental modes.

As amatter of pdicy FWBO public centres only have images of Shakyamuni or
Amitabhaonther principal shrine. Because Shakyamuni sandsbehind theentire
Buddhgt tradition, Bking him as an obgct of devotion doe notimply affi liation with one
schoolin paticular. It also rdates to the FWBO's desire to follow the central teachings of
the Buddhst tradition, and © definethese through @ emphasis on heteachingsof the
historica Buddha so far as these may bediscerned fromtextual records The use of
Amitabhaimages is an extenson of tis, in tha the two ae s0 closely connected
iconograhically. Additionally Amitabhais connected with the Western direction, © his
use suggests a connection béween him and Western Buddhsts. This roundeyed
Amitabhatherefore expresses the essential gance of the FWBO. Some might take ‘the



Buddhawith aWestern face to bea symbol for the FWBO's project.

Is this, then, an example of atruly western Buddhit Art; theexpression of agenundy
Western Buddhsm? Although $ylistic elements have been combined, wha cannotso
easly be synthesised are the meaningsof these eementsin ther traditional contexts.
Perhgpsthe mos notable aspect of this rupaisthe flower held in Amitabha's hand. The
ingiration kehind tisis avison of Amitabhadescribed by Sanghaakshitain his first
volume of memoirs, The RanbowRoal

Onenight | found nyself as it were ou of the body and in the presence of Amitabha, the
Buddhaof Infinite Light, who presides over the western quarter of the universe. The
colour of he Buddha was a deep, rich, luminousred, though & the same time soft and
glowing likethelight of the setting un. While hisleft hand rested on hslap, thefingeas
of hisright hand hed up by he stalk asingle red lotusin full bloomE

But howis oneto interpret this new depiction of Amitabha? In Tibetan sculpture the
artist may not changethe principd ddails of the Buddhaor Bodhsattvas form, and
Buddhist art in general does notencourage ateration of such deails for amply pictorial
ends Theauthority of aTibetan sculptureas an object of devotion rests on abelief that in
some sense it depicts the Sambogéhakaya form of the Buddha as perceived bya Lamain
visonay experience. What then is the gatus claimed by Chintamani's Amitabharupa?
What is the status of the form of Amitabha it depicts? And wha does this imply about
Sanghaakshita's own gatus?

Chintamani has made no daims for thisimage, jud as Sanghaakshita has never made
any daimsfor hisvision. Inded Sanghaakshita has questioned the Tibetan accourt of
iconogrgphy and pants to the variety of ways iconic imagery is undestoodin Buddhst
cultures. Butthese questionsare implicitly raised by Chntamani's Amitabhabecause of
the proximity it retainsto the conventionsof Asian iconograhy.

(b) Aloka's Manjushri

The second mage | have chosen is adepiction of Manjugosiaby Aloka painted in al on
wood.While Chintamani's Amitabharupais a pubic image, Alokds thangkaisinthe
persond possession of an individual, and similarly, Alokds lifestyle is tha of asolitary
artist. At times Aloka has played a prominent rolein theWestern Buddhst Order, but
then hehas been dravn bak to his art. He lived for many years in a disused ralway
carriage on aNorfolk farm, which dowly filled with an immense ouput of pantingsand
sculpture on boh Buddhst and norBuddhist subjects.

Manjugi is seated in full lotuspodure, and carrying his sword, yé the imagery and
treatment has been interpreted in thelightof Alokas respons to Manjusi, and also that
of the person for whomit was panted, whose daly meditation pactice revolves around
thevisudisation of Manjugi. Theface is pasondised, the background déail is grestly
reduced, andtheimage as awholeis flecked with white, as if it were seenin motion, or
through siow. There is adynamism to the compostionDas if the svord were aboutto e



wielded B quite different from Asian forns.

Alokds work is manifestly a persond response to abodhgsattva, which breaks many of

theiconic conventions of Asian tradition. In this sense it suggests an analogy with pog-
Renassance depictionsof Christian imagery, which place previoudy conventiondised

figuresin dramatic contexts usng nev resources of form, perspective and figuration.

Alokacongioudy sandsoutside the Asian traditionsof iconograghy, and feels
compdled to re-evaluae them:

‘There are traditionsof "Buddhst” art, tha western Dharma practitionas are heir to, but,
removed fromther culturd settingsandin rdation to each aher, they can be a source of
ingiration orly if onecan resonae with the spirit of their Sgnificance rather than getting
side-tracked by te culturd forms displayedE'

Thisis clearly an andogue notto say an expression, of he project of the FWBO as a
whole. Yet it would be wrong © se his pantingin progranmatic terms, as an attempt to
depict Western Buddha because the FVBO requires them. Rather it isan exploration of
wha the Buddhé&s Wisdom, Conpassion and © on mghtlooklike, when envisaged by a
Western psg/che For Aloka image-making is not a specialised activity called ‘art’, bu a
universal human impulse, an aspect of perception:

'Our desires take conaete form. Thetrandormation of desire (the essential work of the
creative/spiritual life) mug consst in the trandormation of wha we find to be
compéling imagesE W e need images tha attract usbeyond ourimmediate appeites,
tha compd usto deal with the redlities of life and do na distract uswith novéty.'

Alokais dismissive of the artistic merits of his work with traditiond Buddhst imagery,
which hecalls 'panting by nunbers, and does to commission. Hsview of the
iconogrgphy of Buddha and Bodhsattvas as contingent on an imaginative engagement
implies that the best expression of thar qualities may dispense with traditiond Buddha
images dtogeher and his primary interest nowisin nonBuddhst subjects. Nonethe
less, the exploration ofthe inner landscape of his imaginaion infects his depictionsof
Bodhisattvas. His pantingsimply anew relation o these figures recondlingthem as
articulationsof aspects of the mind, and Piritud experience which eludeconceptud
expression. Cther images he has created ae far less conventional than this one in ome
cases traditiond figurationand iconogphy is entirely decongructed, and rdashioned
accordingto formal principles tha grow from the artists respons to the Buddha

Having questionad Asian modes, theresources on which an artist may drav expand to
indudethe traditionsof western at. Both in his Buddhst and norBuddhst work Aloka
shows formal influences from themajor figures of Twentieth Century Western at. But
perhgps mog important is the influence of the tradition of English visionary panting,
especialy figures such as Stanley Spencer and Eic Gill. These modern panters make no
ontlogical dams for ther images, buthave an interest, mirrored in Alokas work and
writing, in the naure of theimage pa se and the modeof perceptionand experienceto
which it relates, and which it may express.



Thelinkis Sanghaakshita's discussion oftheimaginaion, aconcept he draws from
Coleridgeand the Romantics, andthe Imagind, which he dravs from the work of Henri
Corbin the scholar of Iranian Sufism. This approach poentially frees the Western
Buddhgt to engage deeply with the artistic traditionsof Buddhst culturesin away that is
not ddfined bytheartistic conventionsof those cultures. If Buddhist art is undestood as
an aticulation ofan imagind realm it opensthe posibility tha they may be conceived
within the same context as western ats; and indeed that they may help provdea
symbolic language for an individud's spiritud life, withou necessarily definingtha life
in apaticular conceptual sructure. As Sanghaakshita says.

‘Theimaginal faculty is, in redity the man himself, because when ore truly perceives an
image, ore perceives it with the whole of oneselfE one is trangported to the world that

imageinhabitsE T ruly to perceive an imageis to become that image, 0 that when one
speaks of imaginationE w hat oneis speaking of isimage perceivingimage . That isto

say, in peceivingan imagewha ore really peceivesis, in asense, oreself.’

(c) Dhammarati's Graphic Design

One of the mog significant influences in haping theimage of the FWBO to the general
public is the design of its pubicity leafl ets, the covers of Windhor® Publications books
and the pages of Dharma Life magazine Mog of this work is doneby oneindividual,
Dharmachari Dhammarati, who ha been a full-time graphic designe for the FWBO
since gepping down as Charman oftheLondon Buddhst Centrein 1994. In ny view his
work is based on an avareness of the semiotics of Buddhst imagery in apog-modern
context as sophisticated as that of anyoneworking in any visua medium whatsoever.

The example of hiswork | have chosenis the cover of Sangharakshita's Wha is the
Dharma?. The principd eement of the design is an image of Manjugosataken from an
Tibetan thangka. On thisis supaimposed a title, subtitle and theauthor's name. Yet the
effect of the cover is anintriguing mix of traditional and moden. Frstly, while the image
has been treated respectfully it has been coppel, and furthermoreit is placed off-centre,
presumably for compostional reasons The title has been supeimposed on he Budcdhds
arm and body vhile theauthor's name appears across his legs Such efects have only
become possible with the advent of grgphic design technology, © theimage as awholeis
based on he contrast between the traditiond image and its treatment. This suggests the
encounter of the Tibetan iconic traditionwith amodean - na to say pog-modern -
sengbility. These tengonsare refl ected in even the smallest details of this design: the title
isin aTimes Roman typeface, which is alongestablished typographic form, somewhat
old-fashioned, andtypically used where print needsto be read as authoiitative and
reliable. However, the subtitle, the essential teachingsof the Dharma, isin the modern
serif typeface, printed white on blck, and supea-imposed somewha unconventiondly,
perhgos even iconodastically, upon he Buddhas waist.

Dhammarati's work ssndsa message abou the book, which also establishes astance in
relation to the Buddhgt tradition - respectful and ye urable to take the tradition onits



own terms; needing © maeke a new sense in afresh context and to find afresh hamony
that is built precisely onthe tengonsbeween traditional and noden, content and
treatment. It is the fluidity of theelements and the sophistication with which they are
combined that suggests the sobriqué 'pog-moden’. Thisis yet anather version of onthe
FWBO'srelationto the Buddhst tradition: deeply engaged, and yd nat ddfined by
traditiond modes. It speaks to a sophisticated western audience in its own language while
also growing fromthe resourcaes of the Buddhist tradition.

These three visud engagements with Buddhist iconography dffer greatly from one
another, ye are dl expressionsof the FWBO's project of practising and expressing
Buddhiem in the context of our awltureas Westerners: Chintamani's Buddhawith a
Western face; Alokas free and fluid reworking of Tibetan iconograhy in thelight of
moden at in theWest and pos$-Romantic notonsof the Imaginaion; and Dhammarati's
pod-moden use of Buddhst imagery, employing the freedomafforded by gaphic design
technology. Each represents a modern Western engagement with Buddhsm, and each has
achieved some measure of success.

This diversity says something aou the variety and fluidity of theWestern aultureto
which the FWBO seeks to introdue Buddhem. It also suggests something of the breadth
of the FWBO's project when it istrandated into practice, its experimental character, and
the creativity to be found anong s members. Each of these images represents averson
of aWestern Buddla, and byextensonasomewhat different version of heWestern
Buddhsm the FWBO is seeking to develop and o present. Thecriteria for evaluating
ther success from the perspective of the FWBO's project is two-fold. Frst there is the
pragmatic question of whether they create objects that are sgnificant to Westerners and
enable them to establish arelationship with the Buddhst tradition. Butmore important is
the question of whether they are adequate expressionsof the Buddhst meaningsthat
undelie these iconic forms. Which of them best expresses the qualities of Buddhdiood,
given theconventionsand nodes of peception that are available to usas Westerners?
The unanswerability of this question suggests the open-ended aspect of the FWBO's
project.

(iii) Dharma Life Magazne

My find case gudyis Dharma Life which is the prindpd magazine of the FWBO, taking
as an example Issue 9, Autumn 1998. Imug first declare an interest as | founded Dharma
Life in 1996and hare edited it subsequently, buthopethese reflectionspoint to broader
issues in consdering the FWBO.

Dharma Life's predecessor was called Golden Drum, which was produced for ten years,
and bdore that came The FWBO Newsdetter. As might beexpected there has been a
steady progression in length and produdion vdues from onemagazine to the next, L tha
Dharma Life is 68 payes, while Golden Drum was 32 (dthough harma Life is pubished
three times ayear, while Golden Drum was quaterly). Thanks once agan, to
Dhammarati, Dharma Life isdesigned to a very high dandard.

Dharma Life aso represented an editorial shift. Golden Drum was intended & its launch



to bemore than amply an in-house magazine, which the Newsdetter had heppily
remained. It soughtto address a broader Buddhst community andto offer avoice on
issuesin Western odety. As Nagabodhi Golden Drum's editor, wrote in the editorial of
thefirst issue

"The FWBO has, in asense, come of age. And nowit istimeto geak outwith anewv
voice. That voiceis Golden Drum'

In practice tha Golden Drum's features were expostionsof aspects of Sangharakshita's
teachings in addition © which there was news of FWBO activities, book reviews, and
editorial comment on aurrent affairs. The magazine soughtto present the FWBO's stance
on vaioussubjects, andtherdationship it established with its readers was essentially
pedagogic, while its relationship with Buddhsts outside the FWBO was polemical.

When | was asked to take onthe editorship of Golden Drum, | knew | wanted to change
the magazine dramatically - achange symbolised by the new name. In my first (and only)
editorial | wrote:

'Western Buddhsts are coming of ae. It istime for them to peak outinther own
voices. Tho voices can beheard in Dharma Life.

However the magazine needed to remain based on te principles of Sanghaakshita's
expostion of Buddhsm, and on hecore values of the FWBO. Indeed there has dways
been atenson & the heart of Dharma Life's editoria policy , the tenson, as it were,
between 'Dharma, with dl theclarity and comprehensveness this implies, and'Lif€,
with its complexity and irredudbility. As| continued in my editorial:

'l am pasondly more interested in diffi cult questionsthan easy answers. And in Dharma
Life | hopeto publsh writers who ae able to express ther Buddhst values by eaking
up for wha they bdieve to be thetruth. I want to find Buddhst writing that is new true
and ongdered.

The magazine has gradually evolved, bu mog of the dementsin the first issue remain.
At thefront end ofthe magazineis a section of $iort features called Rell Life, which
deals with navs and altural aspects of Buddhism in themodean world. It Sarts with a
visudly based Ppread and $ort pieces around he influence of Buddhsm with popuér
culture- in Issue 9 thisis based around Rchard Gere's phobgraphs In the rest of Real
Life there are news sories abou Buddhet activism East and West, haeinduding pieces
on thegrowing recogntion ofthe Tibetan indgpendence strugde in western counties;
and the suppression of Buddhsm in Vietham. Redl Life has dso given ddailed coverage
to doriesin Western Buddhsm, such as the dispute over Dorje Shugden, the FANBO's
own diffi culties with the press, and © on. The featurearticles are mogly themed, and in
Issue 9 thetheme is 'Freeing the Heart: the Buddhst Path of Love'. Thisis abroal
subject, which enabled me to draw on awide rangeof contributors An opeaiing ®gquence
on five aspects of loving-kindress includes a piece by a Buddhgt prisona on deth row
in America; aninterview with Aung Sn Suu Kyi; and advice on friendhip froma Sufi
text, as well as ashortinterview with the Charman ofthe London Buddhst Centre.



There are three other themed aticles. Oneis on e South African Truth and Lugice
Commission, by a FWBO mitrawho isaTV director and hal interviewed Nelson
Mandda, Desmond Tutu and ohers while making adocumentary. Another article, by an
Order member, is aboutmaternd love and thefind piece isabouterotic and romantic
love, by awriter who isinvolved in the FWBO, and wote a PhD on the subject.

These examples should suggest something of Dharma Life's approach . Implicit in the
breadth of the contributors and subject matter is an attempt to present the FWBO asa pat
of the Buddhst world, engaged with theissues and pesondities who ae at its cutting
edge and rdevant to and interested in theworld beyond Buddhsm. | defined the broad
subject of the magazine as 'the encourter of Buddhsm and the modern world', and |
wanted to drav on the breadth of that engagement as it is occurring in fieldssuch as
science, pg/chatherapy, podry, sodal action, phlosophy, ad 9 on, & well astrying to
make sense of the burgeoning Buddhst world ouside the FWBO. This breadth grev
patly from a desire to reach an audience outside the FWBO, butit was also born ofa
desire to open the FWBO's internd discourse to broaler influences.

There is atenson ketween the desire for breadth and the desire to day trueto
Sanghaakshita's teachingsand FNVBO's values and this tengon is oneof the mog
important factorsthat defines Dharma Life editorially. The need to ensurethat the version
of Buddhiem tha Dharma Life expressesis broally in line with the FWBO's meanstha
mog of its writers are from the FVBO itself. Behindthe emphasis on mherence is
Sanghaakshita's concern that the version of Buddhsm presented bythe FWBO is as
clear as posible, and kased on wha heconsdersto be'right views with regard to the
Dharma. The prodem with the diversity and smetimes confugon of the western
Buddhst world isthat it can obgure confuson or nmisundestanding about Buddhem
itself. ThusSanghaakshitaisingstent tha Buddhst teachingsshould notbe conflated
with and reduced to prevalent atitudes and ideas within western culture Indeed it might
be said tha the FWBO as awhole faces atenson baween having a distinctive sance
within western Buddhsm, and beng a pat of it.

An implication of fying that the magazine should day trueto theteachingsof the
FWBO istha thereisindesd aunitary FABO postion. While indviduds are always free
to hold whaever views they may wish the core teachingsof the FWBO are defined by
Sanghaakshitaand his senior disciples, raher than by conenausor denocracy. But
where, does tha leave an individual who differs on aparticular point, and wishes to
discuss his or he views in apublc context such as Dharma Life? To what extent isthe
magazine taken to ddine and uphotl the FWBO's stance; and  what extent can it
indudediverse views? These are questions with which | have had to contend & editor,
but they may be extended to any presentation of he FWBO. While it may appear asa
single movement to ousiders, it isin fact very diverse, andthere are disagreements and
debates on many issues within the Western Buddhst Order. A presentation ofthe FWBO
such as Dharma Life mug do judice to this diversity whilst dso communicating the
factorsthat bind it togeher.

A dmilar tenson is tha beween the need for Dharma Life to srvicethe FWBO, and the



need to reach awider audence. Golden Drum's News section was droppel, and there is
now no pubication that gives news of FVBO activities (dthough Céar vision produes a
video ‘newsredl’ of such activities biannudly, and there is a plethora of local newdetters).
The question of howto srvicethe FWBO is complicated by the diversity of the FWBO
audience - which ranges between people atendingintrodudory dassesin PFABO centres,
to people who have been practising for sveral decades. The chaice of such an accessible
themein Issue 9 was an atempt to gopeal to the wider audience, while it seeksto reain
theinterest of more experienced readers through te diversity of the subject matter in the
articles.

Although & editor | am often avare of theincomenaurdity of some of theseaims | think
tha where Dhama Life has been successful it is because it has been prepared to take on
wholeheartedly the issues tha face any atempt to present the FAWVBO. Modean fdiety,
the Buddhst tradition and Buddhsm in the West are dl complex phenomena and © is
the FWBO. A magazine, orindeed a Budchist movement, that seeks acoheent and
spiritudly dgnificant approah to dl of these, does not have an easy task, butmay yet be
worthwhile and illuminaing if it makes the attempt with integrity.

Condusgon

Expressionsof the FWBO are extremely varied. Alongsdethe discussion of the London
Buddhst Centre's meditation dass, | might have placed Buddhdield, the collective tha
teaches meditation & Glastonbury and dher festivalsin Britain, & well as running
camping retreats for people from the travelling and alternative scene. | mightdso have
discussed the very different issues facing people teaching the FWBO's version of
Buddhiem in the dums of Western Inda. Alongsde the discussion of depictionsof
Buddhaimages, | might have discussed artists who treat nonreligioussubjects; or else
the work of ome of thecomposers, pods or chorengrgphers who practice within the
FWBO. Alongsdethediscussion of Dharma Life, | might have discussed the work of
Clear Vision Education, which is the leading provder of eductional materials on
schools, and alvisor to REteachers on the teaching of Buddhsm. Indeed it is hard from
my postion within the FWBO to perceive the paticular characteristics of the FWBO's
presentation & oppo®d to others.

In this paper | have attempted to suggest something ofthe scopeof the FWBO's project.

It isin the nature of this project that it requires interpretation, and any auch interpretations
mug encompass the subtlety of Sanghaakshita's teaching; the diversity of FWVBO praxis;
and the exploraory naure of its engagement with its project. Withoutsuch an effort of
interpretation the ways the FWBO presents itself will mog likely becharacterised as
either bewilderingly diverse, or blandly hamogenous Practitionas within the FWBO
take many years to dart to comprehend the overarching vision that informs its work, and
asthey do , they are able to contribute to its work in notjug presenting Western
Buddhism, butaso hdping o create it. It isthe FWBO's very combinaion of undelying
cohaence and varied expressionsddinesits own, paticular character.



